From Two Gardens
Performative art involves the collaborative action of the human and the computer. There are two digital gardens. GORI.Node Garden consists of artificial plants having three organs; stem and leaf are composed of long acrylic tube with a round magnetic disk, and the root is th control board [1] . The plants grow through the collaborative action of human and computer. As the act of gardening, the human acts on the online chatting, and the computer reacts to the flow of data. The liveness of the garden depends only on the being together of human and computer, and they then become an equal gardener within the garden they have created (Fig. 1) .
The second, Garden, has more physical and bodily action. In the work, the human tosses scraps of paper lying on the floor into the air, and the computer calculates the quantity of action and projects some buds as a result. When the number of buds becomes over 200, flowers start blooming (Fig. 2) .
These two gardens show that the collaborative action of human and computer has a structure of reciprocal conversation. As equal partners, human and computer communicate using actions, and there is nothing without the collaboration on the equality.
In spite of the development and application of HCI (Human-Computer Interaction) techniques, the interest of the collaborative action of human and computer, however, maintains the understanding of technology as instruments. The instrumental view assumes that the human controls actions at his own will, while the computer is a simple technological tool. It is nothing less than the human subject-centered action excluding the computer as an equal partner. This limited definition overlooks that the artwork using highly autonomous computer programming or agents can customize various emerging actions beyond the control of the human. It finally misses an eloquent essence of interaction as the real-time collaborative action of human and computer.
Performativity
Performative art emphasizes actions. The action is not simple, since it concerns with the performativity. In linguistics, performativity is defined as "to say something is to do something" [2] . It indicates that the issuing of an utterance is performing not description or representation of actions, but actions. It is identified with the illocutionary and perlocutionary act depending on the extent of consequences and effects arising from the speech act [3] .
If we borrow the linguistic concept, the collaborative action of human and computer can be considered as a kind of utterance, and the performative action is characterized by the fact that the performativity articulates with what happens, embracing action itself as well as consequences and effects of action beyond the propositional content. Hence, performative art based on the performativity becomes actually an open work against the fixed meaning and authority.
It recalls Friedrich Nietzsche's 'the will to power.' For him, all beings are actually the will to power as what happens. One only can get a glimpse of the being in what happens. Because of what happens is what passes by us in the foreground, and changing actions in the background [4] . Within " the game that the aeon plays with itself," the very moment of the glimpse is the unique existence of the being in time and space where it happens to be [5] .
In performative art, the uniqueness, however, is mediated by the technology. It values on the degree of underdetermined actions between human and computer. As a performative art, Dark Mirror reveals that the condition of the technological production changes a unique existence. Unlike a mirror, this mirror becomes reflective only when a person moves using Computer Vision and Real-Time Image Processing that recognize light and shape to pick up the human face. The human sees the mirror with eyes, and the computer sees the human face through the built-in camera at the top of the mirror. The mirrored face only can be discerned through the united action of the seeing between human and computer. It, however, is the face of nobody, and nobody entirely owns it (Fig. 3) [6] . The uniqueness of the performative art is thus necessarily an ambivalent one. It affords the possibility for a transfer of power from the artist to the mass, but it also seems to incur the illusion as dissonances between the naked eye and the technological lens.
In other words, the performative art appeals to both instrumental and ontological aspects. The former proposes that the technology offers more independent, portable, and adjustable production of art, and changes the reaction toward art. The latter argues that it always, however, depreciates the quality of "its unique existence at the place where it happens to be," and thus "it substitutes a plurality of copies for a unique existence" [7] . 
Doubleness
As an intersection of instrumentality and ontology, performative art relies on the TrAnSAcTIonS doubleness of the technology. The doubleness can be explained with one insight that one plays the other that must take over the one in the spiral space. In the technology, the doubleness predicates the catastrophic and the redemptive symptom. It is due to a double structure of revealing and concealing. A double structure of technology means that the technology is not only a way of revealing that objectifies the world, but it also conceals the basic relation of human beings to the world.
Martin Heidegger meditates the doubleness of technology under the concept of Being. Being is to be differentiated from beings that are entities in the world, and should be recognized as the condition for encountering such beings. What he here suggests is that the encounter is an essence of Being, and it is in the realm of unconcealment. The technology, however, obstructs the encounter. It leads to "the final delusion, the reification of the human subject" to the point where "it seems as though man everywhere and always encounters only himself" [8] . The concealment is the 'enframing(Gestell)' of technology. It is to regard the reality solely through the lens of technological ordering and controlling. Insofar as using technology, art cannot escape from a danger of the enframing. It thrusts art into busy instrumental environments. It means that art is enframed as a part of a stockpile of available materials and personnel, and always ready for technological purpose. To resolve the enframing, performative art provides a path for a more primary truth. It is also in the doubleness.
The doubleness of technology provokes two bipolar understandings of technology. One considers technology to be determined by social factors. Another describes technology to be selfdeterminative. Despite the heated controversy, there is no essential difference between them. Both thoughts derive fundamentally from the human's aim as greater efficiency, and still presuppose the Kantian human dignity that "the beautiful and its ideal" depending on the expression of moral "can be expected only in the human figure" [9] . To put it differently, human beings only have autonomy as the capability to act on the basis of one's decisions guided by one's morals. This thought comes to humansubject centered dichotomy.
According to Nietzsche, the dichotomy originates from a distinction between observable phenomena and underlying forces enforced by modern science. The distinction detaches art from life. His ultimate solution for it is one insight "to look at scientific enquiry from the perspective of the artist, but to look at from the perspective of life" [10] . Heidegger also proposes the necessity of one insight for the free relations between human and technology. 
Politics
The human-subject centered dichotomy can be collapsed at the performative art. Through the performative action of human and computer, it critiques the prominence of a fixed human subject and the understanding of objects in terms of their instrumentality. This critique is the politics of performative art.
In performative art, the object reverses the source of beauty. The beauty has been depended upon the subjective consideration as aesthetic attitude. The object of performative art, however, coincides with Sigmund Freud's comment, "the love of beauty is a perfect example of a feeling with inhabited aim…the genitals themselves, the sight of which is always exciting, are hardly ever regarded as beautiful [11] ." The computer programming or agents as the aesthetic object can be considered as the genitals, and the beauty is originated from not the aesthetic attitude but the aesthetic object as the genitals [12] .
As "the pre-existence to the seen of a given-to-be-seen," it subverts to the Cartesian Cogito that the subject apprehends himself as thought [13] . The subject of performative art is deprived of the authority, and transformed subject into a hunting game. The object changes the seat of a subject in what happens based on the performativity. In the hunting game, the interplay of subject reminds that the subject is an effect of discourses between human and computer in the performative art. There is no such object and subject as the isolation in the performative art. It convinces us the doubleness of the relation between subject and object that Atreus killed Thyestes's son, served Thyestes the son's flesh and Thyestes had no choice but to eat it.
Performative art relates to not "Eating the book" but "Eating your Dasein" [14] . It marks the relationship between action and desire, and reveals the former's fundamental failure to catch up with the latter. What it tells us is that the performative action that never can be represented is remembered in the very fundamental failure, that is, the critique of the politics of doubleness.
GORI.node
Garden consists of two parts; chat system running in the web server and controlling mechanics that make them connect. Each plant operates with a separate control board that has unique IP/MAC address and functions like a mini computer including CPU, small memory. 
Abstract
In 2008 we completed facial approximations of four individuals from the early Lapita Culture, a seafaring people who were the first to settle the islands of the Western Pacific circa 3000 years ago. Typically an approximation is performed as a 3D sculpture or using computer graphics. We chose to sketch what we have been able to determine from the remains because the artistic conventions of drawing work with visual perception in ways that are more complementary to the knowledge, theories and methods that make up the facial approximation of human remains.
During 2004-2006, skeletal remains of the early Lapita people (ca. 3100-3000BP) were excavated from the Teouma cemetery site on Efate Island, Central Vanuatu. There is evidence that the Lapita burial practice included removing the skulls of the dead once the soft tissue had decomposed, and arranging them in secondary interment sites (Fig. 1) [1,2] . So far, 48 burials have been excavated, with all articulated skeletons lacking skulls [3] . Only seven crania have been found, and of these only one could be matched to its corresponding mandible. After reconstruction of the fragmented facial bones there was sufficient detail for one full and three partial 2D approximations of four mature adults. Given that Lapita cranial remains are rarely excavated, these four Teouma individuals constitute the most comprehensive evidence to date as to the possible facial appearances of the early Lapita.
Undertaking an approximation involves ascertaining the likely appearance of the head and face through reference to the unique morphology of the skull, and the application of average soft tissue depths (appropriate for the population affinity, age and sex of the skull) at given craniofacial landmarks [4] [5] [6] [7] . Not all of the recommendations for a facial approximation have validity, and some of the more speculative aspects have received justifiable criticism [8] . Related to this, while there is a great deal of literature on the likely relationship between the hard and soft tissues of the head and face, much of this is based on the extensive experience of physical anthropologists [4, 9, 10] and not all of this has been statistically verified. Although some aspects of this knowledge are being appropriately confirmed [e.g. 11], it is still the case that experiencebased knowledge informs much of what we know about a face from the skull.
Although drawing is practiced by some forensic artists, it is more typical for an approximation to be performed either in clay or computer generated as a virtual 3D representation. We, however, have chosen to sketch our approximations because the artistic conventions of drawing allow known margins of error to be incorporated into the results [12] . In particular, those margins associated with soft tissue depths, age, population affinity and the often absent mandible.
A drawing is an impoverished representation of the head and face in that relatively few details are included. This paucity of information requires a viewer to 'fill in' what is missing, and it is the viewer's role in completing the picture that gives a drawing much of its visual appeal [13, 14] . Because a drawing only uses a limited amount of information, it is important that both line and mass clues are depicted [15] . However, these lines and shadows can have more than one depictive function; shading can be used to suggest facial masses, receding edges and cast shadows [16] . Part of the technique of drawing is that mass, edge and cast shadow information can be quite literally blurred, and this is a very useful convention for producing an approximate likeness based on the skull.
By choosing to sketch the Lapita faces we are able to display a breadth of soft tissue depths at key landmarks, particularly those concerned with overall facial shape. The accuracy of soft tissue depths is dependent on knowing population affinity, sex, body mass and approximately how old the person was at their time of death. Although this can often be determined within acceptable levels for relatively recent remains, this is not always the case with archaeological crania, particularly given the effect of weathering on the bone. So, by drawing the head with slightly blurred facial boundaries, we are able to represent a mature adult facial form that incorporates not just the mean, but also the standard deviations of soft tissue depths, and therefore elide the implication that we know, for example, the precise age of the deceased. In addition to using shading, another artistic convention that we have usefully incorporated into our results is head pose. The greatest area of diversity in soft tissue depths relating to population affinity are located on the mandible [17] . Given that the population affinity of the Lapita people has yet to be clarified despite the growing skeletal and genetic record [18] [19] [20] [21] , our facial approximation of the complete skull (Fig. 2) needs to be particularly careful regarding the depths associated with the jaw. Recommenda-TrAnSAcTIonS tions for facial approximations are that the head position corresponds to the anatomical Frankfurt Horizontal Plane, or that it is canted to one side or tipped forwards slightly for a more natural appearance [6] . However, holding the face upwards and forwards at an angle of 13° when standing is also a normal pose [22] , and very usefully serves to tuck the angle of the jaw behind the lower cheek and jowls, while at the same time shifting the lower edge of the chin away from the neck. This pose focuses the visual information on the likely shape of the soft tissues of the chin, but not its inferior depth. In other words, both the incorporation of blurred edges and a slightly upward tilt to the head position allows us to show what it is we know about the shape of the jaw and chin, but not impose a specific population affinity.
Sketching has also enabled us to take a rather unusual step in our approximation of the three individuals found interred across the chest of a headless male (Fig.  1) . The remains of skulls are frequently found lacking their corresponding mandibles and it is more typical to hypothesise a mandible based on the features of the cranium [7, 23] . This is despite low accuracy rates being associated with the method [24] , and that changes to the lower face have been shown to impact deleteriously on how the upper face is visually perceived [25] . The conventions associated with drawing, however, can accommodate a truncated view of the head and face (Fig. 3) , and so we have been able to avoid adding an extra layer of speculation onto what is already necessarily approximate. That is, by drawing we can include only what we know with some confidence, and leave out that which is the more highly speculative.
A further, and crucial, advantage of drawing is that it is a transparent methodology. The research that we reference for each decision is clearly documented within each layer as we build up the face from bone through to skin.
It is customary within both archaeology and forensic facial approximation to view artistic conventions as inherently subjective and therefore antithetical to the practice [8, 26, 27] . It is arguable, however, that our methodology shows a facial reconstruction can be effective, and possibly more accurate and objective, because it draws on artistic conventions.
We did not want to see just one face of the Teouma Lapita people; an individual does not adequately represent the diversity of any group. By interweaving the art of representation with the science of archaeology, biological anthropology, forensic facial approximation and visual perception, we have been able to represent the approximate appearance of four people from the Lapita colonisation phase of the settlement of the Pacific Islands some 3000 years ago.
Introduction
New media art involves work based on computer activity. It differs from existing artwork in terms of usage of computer as a media for artwork [1] . However, new media art is not about replacing the creation of the artwork to be solely automated by computer without the artist's interference. It is about placing the interaction or idea with the help of media software and hardware to exemplify the artist's representation for spectators. Artwork is created using an interactive installation to aggregate the technology of new media with an aesthetic representation based on the artist's mindset and creation. More specifically, it changes the fixed aesthetic element into a dynamic one. Artist and spectator communicate in real-time interval through the computer and media technologies. This is an innovation in the field of art.
The interactive installation consists of 3 important elements. The first element concerns how to bridge the spectator and artist communication intervals. The installation is highly interactive even though the workspace of an artist is limited with constraint as compared to the spectator's interactive space.
The second element is the sensorbased input device to detect interaction from spectators. An interactive installation smartly detects the action of the spectator or reaction through various input devices. The sensible detection will be reflected at the artwork.
The third element involves output from an interactive reaction detected by the input sensors. This element is important as it changes the visualization represented from a feedback in the interactive installation. The output is also directly related to the spectator as a level of personalization. This element is the main concern for the artists because they hope to show a different representation to each individual spectator.
There are a number of questions that often hamper artist creativity in the artwork and successfully representing their creative piece to spectator [2] . This includes which method of interaction shows a good representation? What is the benefit to the spectator if the technique is applied? How much agony is created for the spectators in the artwork? These issues are well addressed with a dynamic display system that transforms an interaction in a form of artwork. Besides this, the dynamic display system widens the aesthetic thought of an artist to be reached out for spectators. The integration between interaction and the output unites the artist mindset of representing their work interactively for spectators to view as one single system. Artists often form two different mindsets of input and output but not integrating as one system as a whole.
Dynamic Display System
This system reacts based on the interest of the spectator against the display itself. It overcomes the problem of limitation in workspace with a concrete reason for doing so. Dynamic display induces the concept of immersion and creates interest for spectators.
Interaction outcome of the system shows a projected output image that moves around according to the preference of the spectator. The unique feature has an innovation of displaying according to the spectator's perspective rather than a static display of an ordinary work. However, the outcome of the output is the same with a static display with an added personalized feel according to the spectator's perspective.
The basis of this system acts as ubiquitous display system. There are many researches being carried out to ease user's convenience. Specifically, the motivation of this research is producing a built-in interaction without an interface medium. It is achievable through incorporating ubiquitous concept whereby movement of the user is not limited as well as the display location. In fact the display is able to move to a location with specific device (computer monitor, TV, projector screen and others). In this way, a need to install other special devices is eliminated but instead it offers a convenience to the user through this ubiquitous display [3] .
Traditionally, a classical art work used a picture to deliver the representation to spectators. Using an interactive installation, the medium is through a display device which directly channels the thoughts of the artist to the spectator. Through this interactive installation, it does not deliver the thoughts of the artist alone but also captures the interactive feedback from the spectator and reflects it as an artwork personalized for the spectator. The interaction is interpreted through the input device and its interface is a mutual understanding between the spectator and the artist's work. The existing display technology that is deployed here is not merely for interaction purposes but necessary for establishing a mutual understanding of information transmission media with the spectator. Prior to the installation of the interactive dynamic display system, it is used to display the thought of an artist directly to the spectator. In this manner it has a constraint of restriction on the artist thoughts channeled to the spectator. With the interactive installation, the art-TrAnSAcTIonS ist work is expanded together with the spectator's direct participation.
Architecture
Imagine a hexahedron surface in a room, and where will the display output the image to? This excludes the surface wall which the system is established as in Figure 1 .
The system architecture consists of a computer, projector and a mirror. The computer corrected the image and the projector outputs the revised image. The mirror in the device makes the object bend to the location where the spectator wants the image to be output to.
A processing course applies a 3D sim ulated space. This is divided to a geometric calibration step and a control step. In the geometric calibration step, we calibrate the input images. In the control step, the mirror is controlled by the spectator. Each of these steps is accomplished independently. They are controlled in a geometric calibration step according to the action of the spectator. This enables view movements according to the direction of the mirror and angle. We accomplish a geometric calibration in real-time.
A dynamic display system uses a mirror that moves according to the direction and angle of the spectator. We revolve the mirror and output the image accordingly. However, a problem occurs during the implementation of the dynamic display system. We display the output of the image through a mirror. The image is therefore distorted according to the distance of the floor or location during the display time. We corrected this using a geometric calibration method and revise the distorted image to be displayed accurately in real-time.
Exhibition
Our proposed installation is new and differs from a general interactive installation. The specialty lies in the output device that is interactively bundled together with the interaction from spectators. There is similar work done by other researchers such as Shadow artwork [with Adam Frank, Eyebeam Artists in Residence, New York] whereby Frank makes use of a projector for his artwork. As compared to our installation, we produce the spectator shadow that has a mutual understanding with the spectator. Here, two works are described as our artwork using the interactive installation.
The first work used to evaluate our installation is The Dream of Peter Pan [4] . It is an artwork based on a fairy tale book named Peter Pan. In the book, Peter Pan's shadow is the character that likes to behave funny, causes some troubles, and defies Peter Pan. Using Peter Pan's shadow as a material for our work, we make people look back not only to a shadow which they used to pass over, but also to things which are likely to be neglected. Besides, we intend to let our work approach to spectators intimately by providing childhood amusement. Through this work, we verified that the interactive display system is effective in representing our scenario in this paper. A similar work on Shadow Agent showing intelligent virtual agent using this installation also demonstrated in our recent work [5] .
The second work demonstrated with the interactive display system installation is Ants, which we have recently demonstrated in 2008 [6] . In this work, the ants attack the spectator. This is because the spectator invades their territory within the ants' own area. Ants as naturally small in size are almost unnoticeable by humans. When we look at an ant, we do not feel the threat or impact of its existence. Even when the ants are approaching us, we do not feel that the ants are attacking us and remain harmless. Our work is to create a scenario of the ants' impact on humans by experiencing creepy feeling from a bunch of artificial ants that are crawling towards us. The spectator goes into a work area. Ants are to stay and slowly approach suddenly toward the spectator. They create an impression that the ants are disturbed and frightened thus following the direction which the spectator moves.
Conclusion
In recent years, artwork had ventured into an attempt to bridge a communication between the spectator and the artist. Work portrayed by the artist extends beyond mere passive viewing. Artists want an active involvement from both the artwork itself and the spectator. In this paper, we discuss an interactive installation environment that facilitates an active participation of spectators through understanding the spectator's action and react with it in real time.
Our work is novel for interactive artwork concept and application. The interactive installation is not limited to the two interactive artwork addressed in this paper. It is also suitable to be applied to other scenarios and applications, for example user interaction in games, 3D user tracking interfaces and to the extension of ability to project images for multimedia presentations. 
Abstract
As a collaboration by the KASCADE experiment and Tim Otto Roth, Cosmic Revelation is a minimalist light art project and a scientific experiment as well. In a field of 16 flashing mirror sculptures connected to the KASCADE detector field at Forschungszentrum Karlsruhe (Germany) the impact of high energetic cosmic rays on earth can be bodily experienced. Cosmic Revelation is presented directly in the detector field, but also remotely in other places. As a new kind of land art, the flashing field not only refers to the physical processes in matter, but hints also at the protecting and moderating qualities of the atmosphere as basic condition to create on earth a biosphere.
It is the language of light telling in Cosmic Revelation about the energies of cosmic rays originating from the depths of space to interfere with the terrestrial atmosphere. Two times per second cosmic energies reveal their existence in bluish flashy moments over the field of sixteen "cosmic mirrors." Depending on its power and origin, single flashes or simultaneously the whole field of light sculptures is unleashed. Cosmic Revelation shows that, without seeing it directly, we are day by day in the middle of a giant astrophysical experiment. Elementary particles with incredible high energies close to the speed of light crash in an "event" and initiate a "shower" of millions of new particles. Such nuclear processes are not only created artificially for instance in the Large Hadron Collider (LHC) at the European Organization for Nuclear Research (CERN) in Geneva (Switzerland) [2] . In fact everywhere on the earth's surface we get a "flat rate" of high energetic radiation coming down from space, hitting first the atoms in the atmosphere and finally also our human bodies.
Cosmic Revelation makes this hidden exposition to those cosmic energies not only visible, but above all it is translated into a spatial and bodily experience. Sixteen light flash sculptures, the "cosmic mirrors," are coupled in real time to the detector array of the KASCADE experiment [3] of the KIT Centre for Elementary and Astroparticle Physics (KCETA). On the whole field, which is as big as four soccer pitches (200x200m), 252 gauging stations housed in little cabins are distributed. If a high energetic air shower hits a detector unit joining 16 stations, it triggers the high power strobe in the "cosmic mirror" connected with that unit.
The 16 units use high power stroboscopes (1500 Watts) with a modified electronic to improve the synchronisation. Because of the online analysis the field of sixteen "cosmic mirrors" is presented in the KASCADE field, but also remote in other places as done for the première at the Karlsruhe University Forum (Germany).
Although the air showers were visible on an event display on a screen before, the cosmic mirrors create a new kind of display which let experience the cosmic energies not on a flat picture but in time and space. The novelty of this unique art & science project is not only to refer in a more or less illustrative way to a general presence of the invisible effects of cosmic radiation as done in previous art projects. What makes Cosmic Revelation finally so different is that it makes not only single events visible but also the air showers including its directedness [4] .
So the unleashing lights not only make the invisible energies of the particle showers visible, but also its distribution and orientation. There are single flashing units or sometimes a light wave which passes trough the field starting from the direction of its origin. If the whole field of the sixteen "cosmic mirrors" flashes up synchronously with a total power of 24.000 Watts, the cascade had an energy corresponding to a particle collision in the LHC in Geneva.
Cosmic Revelation is yet the second successful collaboration by KASCADE and Tim Otto Roth. In 2004/05 the data of the central calorimeter were transmitted in real-time to the public light wall of the Art Façade at the House of Communication in Munich [5] . Now Cosmic Revelation has created its own display solution. 
Cosmic Lightning Field
Cosmic Revelation is a minimalist lightbased artwork and a scientific experiment as well. It oscillates between the reduced pictorial representation of scientific displays and the projection of its pure visibility into the spatial experience of a sculptural installation. Finally the air showers are a sign how the harmful cosmic radiation is moderated colliding with the atmosphere. So the flashing field not only refers to the physical processes in matter, but hints also at the protecting and moderating qualities of the atmosphere as basic condition for a biosphere spending life.
That the concept of energy is slightly different connotated in the arts than in physics was one of the conclusion of the fruitful dialogue of the scientists and the artist preparing the project. In a way the KASCADE experiment itself is a subtle light play with different level of cosmic TrAnSAcTIonS energies. Above all the charged particles are detected by their interaction with the detector material causing little light flashes. These "scintillations" in the detectors of a size of about three square meters are amplified and converted into an electronic signal by a photomultiplier. So the flashes of Cosmic Revelation are also a visible reference to these flashes on a molecular level.
Finally there are a couple of parallels between a physical experiment like KASCADE and land art. Larger physical and astronomical experiments are always a sculptural or architectural intervention in space dialoguing often with landscape as to see with star observatories appearing like cathedrals in the void of a desert [6] or the big brother of KASCADEthe Auger experiment which opened up recently in the Pampa plain of Argentina [7] . But it is generally the playful approach to the ephemeral in nature which connects this cosmos related scientific projects also to land art experiments like the Roden Crater project by James Turrell [8] , who is caving an old volcano crater in the Arizona desert to make certain celestial phenomena visible. As to see with KASCADE you don't need necessarily an "earthwork as artwork" [9] or a sublime nature as surrounding to get connected to the ephemera of the cosmos. So in a way Cosmic Revelation brings a new form of invisible land art even to the urban space using light as a plastic medium of expression.
An art historian attending the première of the project in Karlsruhe linked the flashing field intuitively to Walter de Maria's "The Lightning Field" (1977), a land art project in New Mexico designed to attract by hundreds of stainless steel rods spectacular lightning strikes [10] . In a way the flashing "cosmic mirrors" could be understood not only as formal response to Walter de Maria's approach, but also as a kind of scientific explanation: Latest theories suppose that cosmic particles deliver the initial energies to trigger a lightning [11] .
The American veld might also an option for Cosmic Revelation: Recently the Pierre Auger Observatory South has opened its doors in Argentina. The counterpart in the northern hemisphere is currently at the planning stage for Colorado (USA). These two giant cosmic ray experiments give a new dimension to the exploration of cosmic radiation and open a new window to the universe. Cosmic Revelation could draw the curtain for that cosmic spectaculum bringing light to that interplay of land and nature.
